The Japanese artist Fujita Tsuguharu's oeuvre contains a transformation of style from an intimate manifestation of personal statement to a delineation full of violence and sacrifice. What remains constant in his painting is a mixture of Japanese and European elements, a hybrid identity of this oriental Japanese artist who had spent seventeen-year of his artistic career in Paris.
Introduction
There is no question that in the early decades of the twentieth century, Paris attracted artists from all over the world who worked in the Western style of art. Some American and European artists remained in Paris for many years, but the situation for Japanese artists in the years leading up to World War II remained peculiar. In the early decades of the twentieth century, many Japanese artists longed to leave their homeland to seek artistic freedom and fortune in Paris. Yet in Japan, they had been instilled with Confucian traditions, which emphasized the virtues of obedience, restraint and self-discipline [1] . These were not the values most useful in adapting to the rebellious atmosphere of Paris in the 1920s.
In addition, due to the distance and expenses involved, most of the aspiring Japanese painters who went to Paris could manage to remain for only a relatively short period of time. There were a few exceptions. For example, Fujita Tsuguharu, one of the most colorful figures of the Roaring Twenties, whose art retains an aura of exotic, oriental modernism, had remained for a much longer time, in what seemed to him an altogether glamorous and perhaps productive environ-W. S. Ma ment.
Fujita arrived in Paris in 1913 at the age of twenty-seven and became a celebrated member of the École de Paris. Along the way, Fujita escaped from cultural isolation by learning to speak French and cultivating European contacts. This little man with big dark myopic eyes behind tortoiseshell rimmed glasses, a bowl haircut, a mustache, and a colorful wardrobe that he designed and made for himself, developed an eccentric persona that placed much importance on his public appearance [2] . In Fujita's active and multicultural social life, not only did he make an astonishing spectacle out of himself at a party given by Kees van Dongen by dancing in a loincloth and singing Japanese folk songs, but he was also introduced to Picasso by Diego Rivera [3] .
A Foreign Artist in Paris

Selecting a Template
Through Picasso, Fujita discovered Henri Rousseau's work The Poet and His Museand was much impressed by it. Characterized by a similar, naïve aesthetic, Fujita's paintings are combined with a more traditional Japanese delicacy. Fujita experimented with flattened, undulating forms, although his palette was much paler and more restrained than Rousseau's [4] . Inevitably, Fujita's style was a blend of East and West. In the words of historian Bert Winther-Tamaki, "he innovated a means of painting the European nude in a manner that Europeans would find flattering to their narcissistic culture, while also expressive of traits they assumed to be authentic products of the artist's Japanese identity" [5] .
Kiki was the model in paintings who brought Fujita acclaim. In 1921, he met Kiki-Montparnasse's ubiquitous social icon-on the terrace of La Rotonde. He was looking for models who reminded him of Ingres's Grande Odalisque, and Kiki's white skin was exactly what he was looking for [2] . There followed a series of monochrome odalisques that are among Fujita's most accomplished nudes. In Reclining Nude with Cat (1921), one of Fujita's perceptive, precisely drawn cats sits beside his naked woman, while in Reclining Nude with Toile de Jouy (1922), Kiki is framed by a densely-decorated French fabric. Hovering an inch or so above the sheets, she appears in majesty, regal and serene, smooth as porcelain [2] . Executed in the same kind of simplicity, serenity, and purity of line, Reclining Nude with Toile de Jouyis comparable to Manet's Olympia of 1863. Manet's work presents a young white prostitute reclining on a bed in an awkward pose, close to that of Kiki. This painting violates the convention of representing the nude, which put woman on display for the pleasure of spectators. The nude, like the prostitute, was an erotic commodity for the aesthetic consumer. However, in Manet's painting, she meets the viewer's eyes with a look of detachment. Her alert posture and confrontational gaze suggest that she is aware of her position in relation to her customers. In a similar expression, Fujita's nude looks directly at viewers with her in different expression, which seems to convey the individual consciousness of a contemporary woman. 
Between East and West
Fujita combined Western and traditional Japanese art techniques, introducing Japanese stylistic elements into Western oil-painting. Therefore, the artist's individual identity was constructed by an expression of national identity in the international context of the Paris art world. The strategy he employed can be explained as "self-orientalization," which made him a remarkably successful Japanese artist in Paris [6] . Whereas Japanese artists living and working in Paris at that time were largely criticized for emulating the privileged position of the East's Japan. Of course the material will be oils, but the results will be impressive valuable as work of art". French art critic praised him for not ignoring his Japanese heritage or blindly copying the west, however, his Japanese-style oil painting was denounced as opportunistic in Japan [1] . Critics condemned him for alluding to the tradition of ukiyo-e prints and foregrounding his Japanese identity for pandering to Western desires for orientalia. In the eyes of many Japanese, Under these circumstances, the military sponsored with determination the production war paintings, a form of propaganda accomplished in monumental dimensions. The authorities believed that powerful works with accurate depictions would not only inform future generations of patriotic spirits, but also educate the public about the bravery of the troops in order to increase devotion to the war effort [7] . Living in a society engaged in total war, Fujita was incited to become Japan's leading painter of war propaganda. The glorious ideology of liberation associated with the war inspired the artist to work with passion. In his own exhortatory words, "when the nation is at war, I would like as many artists as possible to paint war-related works, even if they do so all by themselves. These works will be a force in stirring up the people's belief in our inevitable victory and will be a great mission to leave to future generations" [1] . Cutting his long hair into a militaristic crew cut, he began again to use mass media to cultivate his new identity as a patriotic painter who fought a battle with his brush, together with the soldiers at the front. 
Shadows of the War
The to take control of his own image, which was at odds with militarist ideology.
Conclusion
Fujita's fame as a painter of European nudes in Paris in the 1920s would seem to be an unlikely prelude for the emergence of the most prominent and prolific art- resists to blindly follow the trend. Through his artworks, Fujita was making a strong statement about his own existence in the modern world. His simple motto, "don't imitate others", had a lasting influence on Japanese artists who were later involved in the production of postwar art scene [9] .
